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ABSTRACT 
This paper proposes a reclaiming of walking simulators as rich, self-contained, layered, 
and complex game worlds that pull their audiences in and engage them through 
experiential aesthetics and the mechanics of exploration. In order to do so, we will be 
focusing on the relationship between environment and narrative in two notable examples 
of the genre - Dear Esther (The Chinese Room, 2012) and Proteus (Ed Key and David 
Kanaga, 2013). We will argue that, similar to immersive, site-specific performance, the 
(island) setting enables story, constricts and conditions movement, generates atmosphere, 
and immerses the player in an experiential, self-contained world. Furthermore walking 
simulators engage their players in an immersive environment by allowing the fulfillment 
of the environment’s action potential (Di Benedetto, 2012). We will draw from literary, 
games and performance studies, namely Kincaid’s typologies of Islomania (“island as 
dream state, the object of desire, the ideal”) and Insularity (“the island as prison or 
fortress that holds us apart from the rest of the world”) (2007, 463), Di Benedetto’s 
argument for action potential in set design (2012), and Jenkin’s properties of 
environmental storytelling (2004). Dear Esther and Proteus are islands in that they are 
self-contained spaces with their own rules and regulations. They are also places on the 
fringe of mainstream gaming culture that elude the rules and norms of the ‘mainland’ and 
push the boundaries of what games can do. The peaceful, single player, first person, non-
conflictual, non-competitive gameplay enabled by the island setting enhances affective, 
narrative, spatial, and kinaesthetic involvement (Calleja, 2011:38). The tension that arises 
from this duality – the island being highly desirable but at the same time inaccessible – is 
what has fueled the creative interest of generations of artists (Kincaid 2007). Placing the 
story on an island provides the designers with an easy solution to limiting the game-
world. It is also a good way of tapping into the player’s cultural references that will 
influence their experience and reception while also creating genre-specific expectations 
from the player. The world of the game is easier to accept because islands have particular 
units of space and time, the presence of any object on an island could be easily justified, 
and elements of magic or the supernatural could potentially exist there unbeknownst to 
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the mainlanders. Islands have a different logic in that they are paradoxically both a safe 
space and a space that can be very hard to escape. The limited mechanics in terms of 
possible actions reinforces the game-as-dream-state interpretation in both games, but it is 
the combination of limited mechanics and individual aesthetic design choices for each 
particular game that positions Proteus as Islomania and Dear Esther as Insularity. This 
paper is a starting point for a bridging between walking simulators and immersive 
performance, in using the environment dramaturgically to generate meaning. Both art 
forms design a complex experience; they draw the participant into a self-contained, 
sensory and experiential world and cast her in a double role as both observer and 
performer. Walking and exploration are the essential mechanics for placing the body (be 
it physical or virtual) within the designed fictional world. The Island as limitation and, 
simultaneously, imaginative stimulus is a functional metaphor that illustrates both 
Machon’s notion of in-its-own-worldness (2013) and Calleja’s fluid, bi-directional 
concept of incorporation (2011)  
Keywords 
Walking simulators, immersion, exploration, islands, performance 
BIBLIOGRAPHY 
Aarseth, E. (2003) Playing research: Methodological approaches to game analysis. In: 
Dac2003,          August 28.-29. 2003.  
Calleja, G. (2011) In-Game: From Immersion to Incorporation. MIT Press, Cambridge, 
Massachusetts. 
Careri, F. (2002) Walkscapes: Walking as an Aesthetic Practice. Gustavo Gili, Barcelona. 
English Translation by Piccolo, S. & Hammond, P. 
Di Benedetto, Stephen. "Camillo's 4-D Theme Park Attractions." Performance 
Research 17, no. 3 (06/01, 2012): 57-62. 
Ermi, L. and Mäyrä, F. (2005) Fundamental components of the gameplay experience: 
Analysing immersion. In: DIGRA. Changing Views: Worlds in Play. 2005, pp.15. 
Fernandez-Vara, C. (2009) Play's the thing. A framework to study videogames as 
performance. In: Breaking New Ground: Innovation in Games, Play, Practice and 
Theory. Proceedings of DiGRA 2009.  
Hung, C.Y.H. (2011) The Work of Play: Meaning-Making in Videogames. Peter Lang 
Publishing, New York. 
Jenkins, Henry. "Game Design as Narrative Architecture." In First Person: New Media 
as Story, Performance, and Game, edited by Wardrip-Fruin, Noah and Pat 
Harrigan, 118. London: MIT Press, 2004. 
Juul, J. (2007) Without a Goal: On Open and Expressive Games. P191-203. In Atkins, B. 
& Krzywinska, T. 2007. Videogame, Player, Text. Manchester University Press. 
Key, E., Kanaga, D. (2013) Proteus [Windows] Curve Digital. London 
Kincaid, P. (2007) Islomania? Insularity? The Myth of the Island in British Science 
Fiction. Extrapolation. 48(3): pp.462. 
Machon, J. (2013) Immersive theatres: Intimacy and immediacy in contemporary 
performance. Palgrave Macmillan, Basingstoke. 
Solnit, R.  (2001)  Wanderlust: A History of Walking. Verso Books, London. 
The Chinese Room (2012) Dear Esther [Windows] The Chinese Room. Brighton 
